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GEORGE FRIDERIC HANDEL 
SI, TRA I CEPPI 
The son of a barber-surgeon, George Frideric Handel (1685-1759) was born in Halle 
Brandenburg (Germany) on February 23, 1685. Having a natural musical gift, Handel became a 
world renounced composer, performer, and impresario. Born in the Baroque era, Handel’s music 
reflected baroque performance practices. At the age of twenty-five he moved to London, where 
he founded the Covent Garden Theatre, home to the premieres of eleven of his operas, including 
that of Rinaldo in 1711. As the years went by, Handel gained popularity and wealth in London as 
a renowned composer. In the summer of 1737, Handel fell ill to a presumed series of strokes. 
This illness forced him to take a step back from composing, but not until after the premiere of his 
opera, Berenice, on May 18, 1737. 
Berenice’s plot, a complex one, is about Queen Berenice, and the love web she was 
entangled in. It involved political marriages between the potential spouses of the Romans and 
their friends or enemies with Berenice and her sister Selene. She was requested to marry a man 
named Alessandro, but was betrothed to Demetrio. Demetrio was in love with Berenice’s sister, 
Selene, and planned to thwart and dethrone Berenice so that her sister could take her place. 
However, the queen discovered Demetrio’s treachery and then tricked her sister into taking the 
hand of another prince, Arsace, so that she wouldn’t have the love of her life. Meanwhile, 
Demetrio is taken away and nearly executed. Misunderstandings and the various proposed 






pardons Demetrio, and the marriages of Alexander to Berenice and Demetrio to Selene are final.1 
The aria Si, tra i ceppi is performed toward the end of the second act. 
Handel was a man of many innovations and musical skill, but when it came to arias, there 
was one form he relied on most: the da capo aria. The aria Si, tra i ceppi, exemplifies this form. 
A da capo aria articulates an ABA’ structure and has two main contrasting sections, A and B, 
before returning to the A’ section, this time performed with ornamentation. There are also other 
elements incorporated such as ritornellos, dominant and tonic cadences to separate sub-sections, 
and a relative key in the B section. Si, tra i ceppi is in C major and includes several ritornellos 
throughout. The first ritornello begins the aria, another separates the first and second section of 
the A section, and another between the A and B sections. In the A section, the text that is sung 
after the first ritornello repeats again after the second ritornello, but only this time the melody is 









                                                 
1. Hicks, Anthony. "Berenice [Berenice, Regina D’Egitto] (‘Berenice, Queen of Egypt’)." 









The sections of the aria can be broken down and described as follows: 
Section A 
 Ritornello #1: m. 1-12 
 Vocal section #1: m. 13-37 
- Cadences on G major (V) 
 Ritornello #2: m. 38-45 
 Vocal section #2: 46-79 
- Text is repeated from the first portion of A section 
- Melody becomes more melismatic 
- Cadences on C major (I) 
 Ritornello #3: m. 80-93 
Section B 
 Vocal section #3: m. 94-114 
- A minor (relative minor to C major) 
- Contrasting affect 
Section A’ 
 Identical to section A, but with added ornamentation and a cadenza 
 
Act II unfolds when conflict between Rome and Egypt is foreshadowed by the love 
conspiracies planned by Berenice. Selene defends herself to her lover Demetrio, and Demetrio 
reveals his secret activities to Selene once again. But this time, the Queen overhears Demetrio 
and discovers the secret love affair. With this information she summons her guards to take him 






Demetrio sings Si, tra i ceppi insisting to the Queen that neither chains nor bondage can 
extinguish his love for Selene. The Queen is furious at this gesture and sends him away. 
The general sentiment of this aria by looking solely at the text would be that of great 
determination and defiance. Demetrio sings about faith in love, even in the darkest of times. 
Even in chains and bonds, even in captivity or in death, the faith found in his love will remain. 
The A section represents that mood through the key of C major. The melody is lighter and the 
overall feel is upbeat and light. Compared to the A section, the B section exhibits several 
contrasts. First, the key changes to A minor. This section musically compliments the text as 
Demetrio states “No, not even death itself will put out my fire.” The melody stretches out its note 
values to portray a longing or desperation for determination in this section. The overall sentiment 










Robert Schumann was born on June 8, 1810 in Zwickau, Germany to August Schumann 
and Johanna Christiana Schumann. He was raised in a household dominated by literary activity. 
His father was an author of chivalric romances, a lexicographer, and a book dealer. Schumann 
spent countless hours with his father soaking up all of the classics of literature. Having already 
displayed an early talent for singing, he began piano lessons at the age of seven with J.G. 
Kuntsch, an organist at St Marien, Zwickau. He also attended the private school of the 
archdeacon H. Döhner, where he studied Latin, Greek and French.2 
In Schumann’s Liederjahr (year of song) in 1840, he composed 138 songs including 
Dichterliebe, one of his most popular and enduring song cycles. Within what seems to be a 
simple theme—unrequited love—a plethora of emotions are explored, from infatuation and 
ecstasy to anger, irony, bitterness, and finally, forgiveness. The poems are by Heinrich Heine 
(1797-1856), one of Schumann’s most utilized poets. 
Im wunderschönen monat mai is the first song of the cycle and represents the beginning 
of the love story. The protagonist speaks in the past tense, indicating that what follows is a 
flashback. Recollections of a lost relationship present the songs as a series of images, some 
dissolving into one another in the manner of a kaleidoscope.3 It is a strophic song in C sharp 
minor and set to a slow 2/4 meter. The atmosphere of this song expresses love, beauty, and 
                                                 
2. “Schumann, Robert,” January 20, 2001. https://doi- 
org.proxy.lib.siu.edu/10.1093/gmo/9781561592630.article.40704. 
 
3. Kimball, Carol. Song: A Guide to Art Song Style and Literature. (Milwaukee, WI: Hal 







yearning. It allows a glimpse into the poet’s love. The vocal line is very lyrical and the 
accompaniment sounds ethereal, or dreamlike. It supports the voice with arpeggios throughout 
the entire song. The dynamic marking is piano from start to finish, but textually, the phrases 
grow from the first verse to the second, suggesting either a louder dynamic or more declamatory 
singing style in the second verse. 
Aus meinen Tränen sprissen describes the poet’s overwhelming love he metaphorically 
describes the way his tears spring up many colorful flowers and his sighs sound like a choir of 
nightingales. In this poem, flowers and bird-song are elemental symbols.4 This 2/4 meter song in 
the key of E major is a simple, short song of love and promise. The vocal line alternates between 
a fluid, supple line and a slightly articulated, accented line. The dynamic marking is piano for the 
whole song as to represent the tenderness of the situation, and the sweet love that the poet has for 
his lover.   
In Die Rose, die Lilie, die Taube, die Sonne, the poet expresses the love he had for the 
“rose, lily, dove, and sun,” but says that he now loves the “small, fine, pure, and the one” 
because they are all representative of his beloved. This song’s mood is summed up in one word: 
love. The pure love and excitement for that love is illustrated throughout the song. The song is in 
the key of A major, and the meter is a fast 2/4. The accompaniment supports the detached and 
quickly articulated vocal line with a simple sixteenth note pattern, with a note or chord played on 
both the down and the upbeat. The song is dynamically set at mezzo forte, to allow the singer to 
portray excitement and vibrancy all at the same time.  
The poem Wenn ich in deine Augen seh, the fourth song in the cycle, describes a very  
                                                 







ironic and unconventional situation. For instance, the protagonist says, “when I look into your 
eyes, all my pain and suffering disappear.” However, at the end he states “but if you say ‘I love 
you’ then I must cry bitterly.” This unexpected twist is typical of Heine. This through-composed 
song is in D major with a 3/4 meter. The vocal line is seamless and moves mostly by step. The 
accompaniment is supporting the melody with mostly blocked chords. The song is placed at 
piano dynamically and decrescendos to pianissimo at the final phrase, “but if you say ‘I love 
you’ then I must cry bitterly.” The change in dynamic can be observed to highlight the poetic 
irony. 
Ich will meine Seele tauchen portrays sensual or erotic love. In this modified-strophic 
song, the melody is connected and lyrical, and has an upward-then-downward motion. The 
accompaniment and dynamic marking of piano are both constant throughout the entire song, 
suggesting the intimate atmosphere. The meter is 2/4 and the key is G minor. While the text in 
this song seems to be blissfully erotic, the music, especially in the postlude, remains in the minor 
mode. In Schumann’s mind, this is a song about lost love.5 
Im Rhein, im heiligen Strome is through-composed in C minor and has a cut-time meter. 
The affect of this song is that of reminiscent love. The poem references the Rhine River, to the 
city of Köln and its great cathedral, and the painting of the Madonna which resembled the poet’s 
lover.6 For the performers, the text can be seen as a cinematic slow zoom, starting from outside 
the city, zooming in on the Rhine River and cathedral of Köln, zooming inside the cathedral up 
to the painting of Madonna. The robust vocal line is comprised of dotted rhythms. The dynamic 
                                                 
5. Sams, Eric. The Songs of Robert Schumann. (London: Methuen and Co LTD. 1969), 
112. 
 
6. Kimball, Carol. Song: A Guide to Art Song Style and Literature. (Milwaukee, WI: Hal 






is forte when the poet talks about the Rhein river and the cathedral, but softens to piano when the 
picture inside the cathedral is being revealed. The closer the poet gets to the painting the softer 
the music becomes, as the poet stands transfixed before the painting. Although the text suggests 
a mysterious love and attraction, the music seems to illustrate sadness and despair. The long 
postlude is the turning point in the cycle, introducing the next song, in which we get a sense of 
resentment from the poet. With his love lost, and seemingly nothing else to be done, he becomes 
angry. 
Ich grolle nicht is the first song in which we see a change in temperament from the poet. 
The poet speaks sarcastically, saying he bears no grudge, when truly he is full of anger. The 
music supports this notion. The vocal line is declamatory. The flattened sixth on the word “Herz” 
(heart) shows the true intent of the poet; he is not really sympathetic or forgiving, but more so 
hurt and vengeful (see figure 1). 
 
Figure 1. Dichterliebe #7 – Ich grolle nicht. Measure 3. 
 
The accompaniment itself helps create the atmosphere of the song with its blocked chords 
and sense of declamation. The rests that are placed within the melody helps the text to come 
across as more of a conversation, and captures the essence of the poet’s anger and rage. The 






mezzo forte and crescendos to forte at Das weiss ich längst, when the poet realizes that the love 
shared between himself and his beloved is gone. The vocal line suddenly drops to piano and 
escalates to forte when the poet recalls a dream he had of his lover in which he observed a 
serpent eating her heart. The song ends in forte as the poet restates the representative phrase ich 









VI RAVVISO…TU NON SAI 
Vincenzo Bellini, the eldest of eleven children, was born on November 3, 1801 in 
Cantania, Sicily, to Rosario Bellini and Agata Ferlito. Bellini was born into a musical family and 
was immersed in music from a young age. At the age of seven, he began to study with his 
grandfather, who himself was a pedagogue and composer, and studied in Naples at the 
Conservatory di San Onofrio a Capuana.7 Bellini composed his first work, a motet called Gallus 
cantavit, and wrote a great deal of sacred music, e.g., Versetti for Good Friday and Salve regina 
for chorus and orchestra. Bellini later created ariettas, instrumental pieces, and operas, including 
La Sonnambula which features the aria “Vi Ravviso…Tu non sai”. Based on a Parisian ballet, La 
Sonnambula which premiered on March 6, 1831, places the fashionable melodramatic theme of 
sleepwalking against a pastoral background more typical of the old-fashioned genre of opera 
semi-seria.8 It was a successful two act opera with libretto by Felice Romani.  
The aria “Vi Ravviso…Tu non sai” is structured in what is known as la solita forma. La 
solita forma consists of four sections; the scena, adagio or cavatina, tempo di mezzo, and 
cabaletta. Each of these sections functions differently but come together as a whole to propel the 
opera dramatically and musically. 
The scena introduces important information, setting the scene for what happens in the 
                                                 
7. Willier, Stephen A. Vincenzo Bellini: A Research and Information Guide. 2nd ed. New 
York, NY: Routledge Music Bibliographies, 2009. 
 








adagio, or cavatina. The scena in this aria is the recitative section in which Count Rodolfo 
arrives at a village to rest during his journey. He stumbles upon an inn where he remembers 
spending time during his youth. The musical accompaniment in this section is limited. Between 
the vocal lines are brief orchestral snippets. The vocal line in the recitative is unaccompanied and 
the orchestra only punctuates a chord at the end of a phrase for emphasis. The recitative starts in 
B-flat major but then modulates to E-flat major when the Count enters to sing. E-flat, the 
dominant harmony in A-flat major, is the key in which the adagio will begin.  
The adagio is normally the section that places a pause on the dramatic progression of the 
opera and focuses musically on the singer as he reacts and expresses his feelings about what was 
just presented in the previous section. The Count is now reminiscing and reflecting on the good 
times experienced in his youth while in the village. He points out several places that he 
remembers, and goes back and forth between pleasantly recollecting moments and sadly 
realizing that he can not relive those moments anymore. Musically, the adagio is typically slower 
in tempo than the cabaletta and the accompaniment is more graceful than any other section, 
placing the concentration on the beauty of the singer’s voice. The singer’s vocal line is composed 
in a fluid, flowing style; that of the bel canto style, in which Bellini specialized. The melody is 
long and connected, allowing no interruptions to the beauty of the voice. A cadenza, an 
unaccompanied melismatic passage, is also placed at the end of the aria on the phrase “non trovò 
più,” or, “I cannot find anymore” (see figure 2). The cadenza stresses the realization and 









Figure 2. Vi ravviso, o luoghi ameni. Measure 26. 
 
In “Vi ravviso, o luoghi ameni” the chorus and orchestra fully support the singer in this 
section with a pulsed and metered accompaniment. The chorus’s role is to simply add another 
layer of texture to the music. They form part of the quiet musical background at times, and, 
according to Donald Jay Grout, inexplicably suggest the feeling of Greek drama or the early 
Florentine favola in musica.9 The text of this aria is versi lirici, or text that is metered and 
rhymed. The key of A-flat major is sustained throughout this section of the aria from beginning 
to end, causing this section to be harmonically closed. 
In the tempo di mezzo, new information is added to the storyline. The dramatic interest is 
usually increased as “news” is revealed. In this aria, the tempo di mezzo is a little shorter as it 
contains only a few bars of recitative before the cabaletta. New information is discovered when 
the Count sees that a bridal party is being prepared in the village and asks who the maiden is. 
After laying eyes on her, he is struck by her beauty. He describes her as sweet and guileless, and 
the sight of her helps him to remember the happiness of his youthful days. Musically, in typical 
la solita fashion, this section has both pulsed and non-pulsed measures. The text at the beginning 
is pulsated and metered. The pulsing yields as it progresses towards the middle of the section and 
                                                 
9. Grout, Donald Jay., and Hermine Weigel. Williams. A Short History of Opera. 4th ed. 







the ends of phrases and sentences are once again punctuated by the orchestra, giving freedom to 
the text. The tempo di mezzo’s harmonic structure is normally open. In this case Bellini ends the 
section on a V7 chord in E-flat major, leaving no doubt as to the key of the final section. 
The cabaletta is the last section in la solita forma. The singer’s vocal lines are technical 
and require virtuosity and agility. The dramatic flow of this section decreases, as the singer is 
there to emote as a result of the new information recently discovered in the tempo di mezzo. The 
Count talks about how fair and sweet the maiden, whom he has just laid eyes on, is. He explains 
that she has restored his youth with her adorable demeanor. Still, the cabaletta is more about the 
music than the drama. The tempo is usually faster than that of the adagio and contains a section 
that is repeated. In this aria, the vocal line requires energy and a more flexible approach. This 
aria ends on a high note and is harmonically closed. The orchestration is steady, keeping a 
metered, rhythmic pulsation. In this section, the main character isn’t singing alone, but rather 
with up to three other characters and a chorus. They come in at different times, but all end 
together with a dramatic ending.  
The cabaletta is musically contrasting from the adagio in a few different ways. The 
cabaletta is faster. For the singer, the adagio is to show off their beautiful tone while the 
cabaletta is there to show off their agility and virtuosic voice. Dramatically, the adagio differs 
from the cabaletta because it is more of a reflective piece. It has a little more personal emotion 
behind it that helps sell the story. The cabaletta is more in the present. The Count remembers his 
past but is more focused on the current situation and the way that the bride looks to him. 
One notable aspect of this aria (and other Bellini arias), the fact that regardless of text, he 
still manages to keep the vocal line supple and fluid, maintaining the style of the Bel Canto era. 






emotion, all while equally aligning the text and vocal line to the music. Bellini’s vocal writing 
always shows a close relationship between music and text—his contemporaries called his music 
filosofica, or philosophic. He composed songs notable for their beautiful bel canto melodies, but 
still set the text precisely with respect for correct prosody.10 
  
                                                 
10. Kimball, Carol. Song: A Guide to Art Song Style and Literature. (Milwaukee, WI: 








WHEN MYRA SINGS/DULCIBELLA WHENE’ER I SUE FOR A KISS 
Henry Purcell was known as one of the most celebrated English composers and organists 
of his time, as well as acknowledged as the greatest English opera composer until Benjamin 
Britten. He was born September 10, 1659 and died November 21, 1695. Purcell trained as a 
chorister at the Chapel Royal (1669-73), was appointed composer-in-ordinary to King Charles II 
in 1677, and became organist of Westminster Abbey in 1679.11 According to Carol Kimball 
(distinguished teacher, performer, and author of the well-known book Song: A Guide to Art Song 
Style and Literature) Purcell’s songs endure as the cornerstone of British vocal music. He 
composed about sixty-five strophic songs and 148 songs for theatrical productions throughout his 
entire life. He is considered unsurpassed in setting the English language and his music has an 
infallible sense for depicting human emotions in a real and touching dramatic way.12 Some 
techniques that Purcell is known for in his music include: the use of syncopated rhythm in ¾ 
time, dancing “trochees” (dotted eighth, sixteenth), and melting appoggiaturas, particularly on 
vocal pieces.13 
When Myra sings and Dulcibella, whene’er I sue for a kiss are two duets for bass and 
tenor from Purcell’s collection of music. The duets are full of baroque harmonies and ornaments 
                                                 
11. “Purcell, Henry,” January 20, 2001. https://doi- 
org.proxy.lib.siu.edu/10.1093/gmo/9781561592630.article.O002310. 
 
12. Kimball, Carol. Song: A Guide to Art Song Style and Literature. (Milwaukee, WI: 
Hal Leonard Corporation, 2006), 357. 
 







often found in Purcell’s music, alongside his unique and dramatic setting of the English 
language. These two songs both deal with troubles in romantic relationships.  
When Myra sings is in binary form. It describes the enchantment and longing the 
protagonist feels for Myra’s voice. The song’s key is G minor and it is in a slow cut time meter. 
The overall mood of the piece is one of sorrow and longing. The A section is slow, legato, and 
melismatic. The time signature shifts to a swift ¾ in the B section and the tempo picks up with a 
more detached, syllabic vocal line and accompaniment. Purcell’s use of text painting on words 
like “sings,” “enchanting,” “music,” and “tuneful” is masterful. Each of those words are set to a 
melismatic passage (see figures 3 and 4). It is possible that Purcell chose these words for text 
painting because they provide opportunities for the duo to describe musically the stirring quality 
of Myra’s singing. He wanted to show that Myra’s voice, when she sings, is enchanting, musical, 
and tuneful, enticing further the desire and longingness the protagonist feels for her. 










Figure 4. When Myra Sings. Measures 17-18 
 
Dulcibella, whene’er I sue for a kiss is a through-composed song that describes a 
conundrum the protagonist faces. The protagonist can neither escape his lover nor stay and take 
delight with her because of her emotional manipulation. The protagonist struggles with an 
internal conflicts due to his beloved’s “charms.” There is nothing he can do to escape the 
woman’s grasp. Purcell chooses to use text painting on two words in this duet: “fight” and “live” 
(see figure 5). This can be taken as a declamation from the man. He wants to fight against the 
ongoing mental captivity of his lover, and be able to freely live for himself. Purcell puts a 
lengthy melisma on the word “fight” and two melismas on the word “live” to represent the 
struggle. The key of this song is in D minor, with a ¾ time signature. Dulcibella is in canon for 












Figure 5. Dulcibella, whene’er I sue for a kiss. Measures 80-85. 
 
When Myra sings and Dulcibella are not as well-known as some of Purcell’s solo songs 










Francis Poulenc was a French composer and pianist born on January 7, 1899. He died on 
January 30, 1963 from a heart attack. Poulenc was born into a wealthy bourgeois family to 
parents from different heritages. He was both Aveyronian (from his father) and Parisian (from 
his mother) and regarded this dual heredity as the key to his musical personality.14 During the 
first half of his career the simplicity and directness of his writing led many critics away from 
thinking of him as a serious composer. After World War II it became clear that the absence of 
linguistic complexity in his music did not equate to an absence of feeling or technique. Poulenc 
was considered the last great composer of French mélodie, or art song (after Gabriel Fauré).15 He 
composed about 150 songs mostly to texts by a select few poets: Guillaume Apollinaire, Max 
Jacob, Paul Eluard, and Louise de Vilmorin. Poulenc also had a longtime connection with the 
great baritone singer Pierre Bernac, who premiered most of his songs. Two-thirds of Poulenc’s 
songs were composed for concerts given by Bernac. 
Le bestiaire is Poulenc’s first song cycle. Created in 1918, this song cycle is set to poems 
by Guillaume Apollinaire. It was originally intended to be twelve songs, but was cut in half to 
what is now six short songs. Apollinaire was very interested in animals, hence he wrote Le 
bestiaire, which is considered a contemporary bestiary (a descriptive collection of both real and 
mythical animals, usually accompanied by a lesson in morals). Each song is titled by its own 
                                                 










animal, varying in emotion and affect. This song cycle is an extraordinarily individual and 
competent piece of work in which Poulenc captures the mood of the tiny, elusive poems, (from 
the dumpy camel, the energetic dolphin, to the wise carp) by simple yet surprising means such as 
abnormal word-setting, as well as economical and faintly ‘impressionistic’ scoring.16  
Le Dromadaire is a song about Don Pedro d’Alfaroubeira (a Portuguese explorer) with 
his dreams, his adventurousness, and his vulgar curiosity: qualities diminished by the fact that in 
reality people don’t own a dromedary (camel), let alone four of them. The music portrays Don 
Pedro and his beasts with precision in a swaying 2/4 pulse.17 The first half of the text before the 
interlude is factual and should be performed at Poulenc‘s forte dynamic marking. The melody 
after the interlude is marked mezzo forte to illuminate the nostalgia of the text. The postlude is 
marked Allegro and in a much more lighthearted character than the rest of the song. It is almost 
as if Poulenc is poking fun at Don Pedro and his ridiculous dream of owning four camels. 
In La chèvre du Thibet, Jason has obtained golden hairs of a goat, but deems them 
unworthy to be compared to the hair of his beloved. The meter is in 4/4 time and the vocal line 
has a dynamic marking of mezzo forte. The melody in the first four measures leans towards the 
word “Jason” in the fourth measure where there is a sforzando followed by a decrescendo. The 
song ends with a rallentando in the last measure which, according to Pierre Bernac, should be 
enhanced by a smile, both vocally and physically in the eyes.18  
                                                 
16. “Poulenc, Francis,” January 20, 2001. https://doi- 
org.proxy.lib.siu.edu/10.1093/gmo/9781561592630.article.22202. 
 
17. Mellers, Wilfrid. Francis Poulenc. (New York, NY: Oxford University Press, 1993), 
3. 
 
18. Bernac, Pierre. Francis Poulenc; The Man and his Songs. (London: Victor Gollancz 






La sauterelle is a four-measure song about a tiny grasshopper which served as 
nourishment for the disciple St. John, who then hopes that his verses can provide nourishment to 
others. Interesting enough, the text can be compared to the bible story of St. John, who went and 
preached the word of God to the people. Poulenc’s economy of means is apparent as he used two 
measures of accompaniment for the first half of the song and repeated it a second time over a 
different melodic line. The dynamics are piano for the first two measures then diminuendo to 
pianissimo to show the tenderness of the voice and the purity of St. John’s verses. 
Le dauphin is about the life of the effervescent dolphin and is comprised of only four 
vocal phrases which vacillate between optimism and pessimism. The first and third lines give a 
happy outlook to the energetic dolphin, suggesting the splendor of life for the beast. On the 
contrary, the second and fourth line are more pessimistic, or what some may call a realistic 
approach to the life of the dolphin. The music is similar to the text in the regard of this push and 
pull gesture. The first and third lines of the song are marked mezzo forte and are melodically 
declarative. The dynamic marking drops to piano in the second and fourth line. The first three 
lines are each bound with ligaturas, while the final line does not. 
Poulenc’s fifth song is L’écrevisse. This song compares a relationship to that of a crab’s 
movement. It points out that, similar to the crab, the relationship is progressing backward. This 
illustration can be taken positively or negatively, depending on whether or not you see yourself 
as the crab. The mellow accompaniment and the steady 4/4 meter create an atmosphere that is 
confusing and doubtful. An interesting aspect of this song is the text painting on the word 
“backwards (á reculons).” On this word there is a glissando that is going “backwards” from A 
flat down to D flat. The accompaniment supports this backward notion, playing down an A flat 






Figure 6. Le Bestiaire – L’ecrevisse. Measure 11. 
 
This passage is stated twice, the first time the dynamic marking is forte, which differs 
from the mezzo forte marked the second time. The decrease in volume text paints the crab 
walking off into the sunset. 
The last song in the cycle is La carpe. This sad song explains the misfortune of the carp 
who has lived so long that death has forgotten him. Poulenc indicates that the tempo is very slow 
and that both singer and pianist should remain pianissimo. The accompaniment supports the 
vocal line with a steady eighth note rhythm, guiding it from measure to measure. This song is 
full of melancholy and gloom from the text to the accompaniment to the legato vocal line. It 
comes to rest on an A-flat minor chord that spans over two and one-half octaves and is marked 
pianississimo with a long fermata. Poulenc writes, “laissez vibrer (let vibrate) as the cycle comes 
to a close. 
Poulenc’s finest works are said to be his vocal compositions because his inspiration 
flowed more spontaneously when struck by a literary text.19 This song cycle is a result of that 
inspiration. Poulenc once stated: “The musical setting of a poem should be an act of love, never a 
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marriage of convenience.” He also stated: “I have never claimed to achieve the musical 
resolution of poetic problems by means of intelligence; the voices of the heart and of instinct are 
far more reliable.”20  
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RALPH VAUGHAN WILLIAMS 
SONGS OF TRAVEL: 1, 6, 8, 9 
English composer Ralph Vaughan Williams was born on October 12, 1872 and died 
August 26, 1958. Although born in Gloucestershire, he considered himself a Londoner. 
Encouraged to take an active interest in music, Vaughan Williams took lessons from his aunt, 
who not only taught him piano but took him through The Child’s Introduction to Thorough Bass 
and Stainer’s Harmony.21 Vaughan Williams attended both the Royal College of Music and 
Trinity College in Cambridge, where he studied composition with the famous composers Parry, 
Wood, and Stanford.  
Vaughan Williams was one of a few composers who set out to define English music. 
Around 1880, he was a part of a movement that emerged known as the English Musical 
Renaissance, where English composers set out to free themselves from foreign musical 
influences and compose with a distinct national sound. Vaughan Williams was inspired by his 
desire to counter the changes brought on by industrialization and urbanization by composing 
music reminiscent of English Folksong. He devoted himself to defining and sustaining England’s 
musical life as a composer, teacher, conductor, author, and collector of folk songs.22  
The song cycle Songs of Travel is one of Vaughan Williams’s most popular cycles, with 
music set to poems by Robert Louis Stevenson. These songs tell the story of a vagabond on a 
journey. The cycle’s mood begins with a sense of determination from the protagonist, traveling 
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through love and disappointment, until the end where satisfaction and acceptance is found. Carol 
Kimball stated about the cycle: “Rhythms throughout the cycle are conservative; it is the melodic 
content that these songs reach their highest level. Melodies often cross the line into 
sentimentality, but are effective nonetheless”.23 
The Vagabond, a song in AABA form, starts the journey for the protagonist. He creates 
his path and is determined to complete it, with nothing but what has been placed before him; he 
seeks for nothing more, nothing less. The song is in a 4/4 meter and the key is C minor. The 
relentless octave quarter notes in the left hand of the accompaniment suggest the protagonist’s 
footsteps as he begins his journey. The texture and mood changes in the B section when he says, 
“white as meal the frosty field” but only for a brief moment. The relentless quarter note 
accompaniment returns to finish the song.24 The vocal line is declamatory, creating a sense of 
exuberance. The dynamic markings shift between piano and forte. The vocal line is mostly soft 
until the singer reaches the phrase (“There’s the life for a man like me”) marking the climax of 
each verse. 
Carol Kimball opines that The Infinite Shining Heavens within the cycle as a whole is 
said to be “strangely ineffective.”25 However, it could be seen as expressing a kind of transparent 
wonder, where the protagonist expresses a deeply felt, spiritual connection to the evening sky. 
This through-composed song shifts between a 3/2 and 2/2 meter and is in D minor. The vocal 
line is legato and supple. It moves stepwise and should be executed with smooth phrasing. The 
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dynamic markings range from pianissimo to forte and the melodic line exudes a sense of wonder, 
mystery, and transcendence.  
Bright is the ring of words expresses two moods that differ from each other: one 
expressed through strong, accented declamation and the other more subtle, softer, lyrical 
passages. The accompaniment in this song switches between blocked chords and broken chords 
with arpeggiations, depending on the melodic phrase it supports.26 This song is in C major and 
alternates between 3/4, 4/4, and 5/4 time signatures. This modified strophic song has a dynamic 
marking that starts at forte and constantly decrescendos until it finally arrives at pianissimo by 
the end of the song. This represents the vocal arc of the song, all being one entire thought leaning 
towards the end. 
I have trod the upward and the downward slope is the last song in the cycle and was 
added posthumously after being discovered by Vaughan Williams’s wife. The overall idea in this 
song is that of acceptance and completion. This song summarizes the entire cycle in its short 
duration of a little under two minutes. After starting his journey, going through tests and trials, 
learning about the world, finding love, and discovering qualities in himself he never knew he 
had, the vagabond has finally completed his path and accepts whatever comes next. The piano 
accompaniment recalls excerpts from The Vagabond and Bright is the ring of words in the final 
measures of the piece.27 The Vagabond’s fanfare motive from the first two measures are used in 
the epilogue as well as measures 1-4 and 17-21 of Bright is the ring of words (see figure 7). 
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Figure 7. I have trod the upward and the downward slope. Measures 17-25. 
 
The vocal line is lyrical, with a quick recitative like passage in the second measure, and 
the use of rubato throughout the song. Dynamically, the song starts at a mezzo forte but by the 
end diminishes to a pianississimo, representing a fade out almost as if the protagonist has come 
to terms with his situation and is slowly walking away from the music, which represented his 









WHERE THE MUSIC COMES FROM 
American composer and pianist Lee Hoiby was born on February 17, 1926, and died 
March 28, 2011. Hoiby studied piano with the famous pianist and composer, Gunnar Johansen, 
from high school through college at the University of Wisconsin. Later, Hoiby was accepted as a 
student at the Curtis Institue of Music (1949-52) by Gian Carlo Menotti, composer of The 
Consul, Amahl and the Night Visitors, and many other operas. As a composer, Hoiby was a 
modern Romantic influenced by the music of his teacher [Menotti]. The influence of Menotti in 
his music is “found in a propensity for light, genial humour.” Though his music was sometimes 
criticized for being too simplistic, it was also admired for its complexity.28 
Lee Hoiby not only wrote operas and vocal music, but many concert and orchestral 
works, ballets, two piano concertos, chamber music, and a sizable body of music for the church. 
Hoiby’s output of vocal music includes over one hundred songs. His style was influenced by not 
only Menotti, but Samuel Barber and even Schubert, who was a lifelong hero to him.29 He also 
admired Monteverdi and his works, and some of his music resembles that of the Renaissance 
period. The mid-twentieth century was a time when atonality and minimalism were at the 
forefront of music, yet Hoiby insisted on his graceful, tonal style of composition. Critics found 
fault in his music and style of writing as “dated,” especially while he was studying in Rome in 
the 1950s. Yet, he continued to write in his own personal style.  
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Hoiby’s songs are the reason he is best known as a composer. “Where the Music Comes 
From” (poem by Hoiby, himself), is one of his most familiar and instantly appealing songs. In it, 
Hoiby bases the piano accompaniment on a broken-chordal motive, which he repeats to provide 
a flowing rhythmic figure that propels the song from beginning to end.30 The atmosphere created 
in this song is of self-affirmation and actualization. The song describes growing as a person, 
learning to feel as a human, and most importantly, learning to love. 
The song is in strophic form, with minor modifications; its three stanzas are each 
highlighted by a modulation into a higher key. The strophic form is common for the classical 
period, but dates both before and beyond that timeframe. Hoiby’s use of strophic form could be 
another reason why his critics claimed his work as outdated and old-fashioned. Other composers 
of this time were much more avant-garde in their approach to form and harmony, but Hoiby 
retained this “old-fashioned” form, including in Where the Music Comes From. 
One interesting aspect about this song is the forward motion. It is as if both the music and 
text are constantly progressing towards a climax. One senses the progression within each stanza 
as well as the piece as a whole. Musically, the modulation at the end of the stanza acts as a 
propeller to the next. Textually, each stanza has a forward motion which progresses toward the 
end of that vocal line. At the end of each line is a single word, given four measures to emphasize 
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Figure 8. Where the music comes from. Measures 22-25 
 
 Hoiby uses anaphora (when a word or phrase repeats) to help achieve that. In this song, 
it is these simple three words: “I want to.” These words are at the beginning and end of each 
stanza.  
Musically, Hoiby uses modulation to heighten the overall musical intensity of the piece. 
Each modulation adds more emphasis to the related text. Verse 1 is in the key of A major. The 
modulation from verses 1 to 2 is a half-step that leads the music to B flat major. Hoiby decides to 
put a little more emphasis on the last stanza (which he probably believed was the most 
important), so instead of modulating by another half-step, he modulates by a whole step between 
verses 2 and 3, launching the music into C major. The music and the poetry are perfectly synced 
as they both reach the climax just before the piano postlude which ends the song with a 
ritardando in the key of C major. 
Hoiby’s “Where the Music Comes From” was a fitting capstone for the program since it 
summarized in a philosophical way everything the author wished to communicate. Moreover, the 
historical sweep of moving from Handel to Schumann to Poulenc and Vaughan Williams came 
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TEXTS AND TRANSLATIONS 
Si, tra I ceppi 
 
Sì, tra i ceppi e le ritorte   Yes, even in chains and bonds 
La mia fe risplenderà.    My faith will be resplendent. 
Nò, nè pur la stessa morte   No, not even Death itself 
Il mio foco estinguerà.   Will put out my fire. 
 
Im wunderschönen Monat Mai 
 
Im wunderschönen Monat Mai,  In the wonderfully beautiful month of May, 
Als alle Knospen sprangen,    When all the buds are bursting open, 
Da ist in meinem Herzen   There, from my own heart 
Die Liebe aufgegangen.   Bursts forth my own love. 
 
Im wunderschönen Monat Mai,  In the wonderfully beautiful month of May, 
Als alle Vögel sangen,   When all the birds are singing, 
Da hab' ich ihr gestanden   So have I confessed to her 
Mein Sehnen und Verlangen.   My yearning and my longing. 
 
Aus meinen Tränen spriessen 
 
Aus meinen Tränen sprießen   From my tears sprout up 
Viel blühende Blumen hervor,  Many blooming flowers, 
Und meine Seufzer werden   And my sighing become joined with 
Ein Nachtigallenchor.    The chorus of the nightingales. 
 
Und wenn du mich lieb hast, Kindchen, And if you love me, dear child, 
Schenk' ich dir die Blumen all',  I will send you so many flowers; 
Und vor deinem Fenster soll klingen  And before your window should sound 
Das Lied der Nachtigall.   The song of the nightingale. 
 
Die Rose, die Lilie, die Taube 
 
Die Rose, die Lilie, die Taube, die Sonne, The rose, the lily, the dove, the sun, 
Die liebt' ich einst alle in Liebeswonne. I loved them all once in love’s bliss. 
Ich lieb' sie nicht mehr, ich liebe alleine I love them no more, I love only 
Die Kleine, die Feine, die Reine, die Eine; The Small, the Fine, the Pure, the One; 
Sie selber, aller Liebe Wonne,  She herself, who is love’s joy, 






Wenn ich in deine Augen seh’ 
 
Wenn ich in deine Augen seh',  When I gaze into your eyes, 
So schwindet all' mein Leid und Weh;  All my pain and woe vanishes; 
Doch wenn ich küße deinen Mund,  Yet when I kiss your lips, 
So werd' ich ganz und gar gesund.  I am wholly and entirely healthy. 
 
Wenn ich mich lehn' an deine Brust,  When I lay against your breast, 
Kommt's über mich wie Himmelslust; It comes over me like longing for heaven; 
Doch wenn du sprichst: ich liebe dich! Yet when you say, “I love you!” 
So muß ich weinen bitterlich.   I must cry so bitterly. 
 
Ich will meine Seele tauchen 
 
Ich will meine Seele tauchen   I want to delve my soul 
In den Kelch der Lilie hinein;   Into the cup of the lily; 
Die Lilie soll klingend hauchen  The lily should give resoundingly 
Ein Lied von der Liebsten mein.  A song belonging to my beloved. 
 
Das Lied soll schauern und beben  The song should shudder and tremble 
Wie der Kuß von ihrem Mund,  Like the kiss from her lips, 
Den sie mir einst gegeben   That she once gave me 
In wunderbar süßer Stund'.   In a wonderfully sweet hour. 
 
Im Rhein, im heiligen Strome 
 
Im Rhein, im heiligen Strome,  In the Rhine, in the holy Stream, 
Da spiegelt sich in den Well'n  Is it mirrored in the waves - 
Mit seinem großen Dome   With its great Cathedral 
Das große, heil'ge Köln.   That great, holy city Cologne. 
 
Im Dom da steht ein Bildnis,   In the Cathedral stands an image, 
Auf goldnem Leder gemalt;   Painted on golden leather; 
In meines Lebens Wildnis   Into the wildness of my life 
Hat's freundlich hineingestrahlt.  Has it shone, friendly. 
 
Es schweben Blumen und Eng'lein  Flowers and little cherubs hover 
Um unsre liebe Frau;    Around our beloved lady; 
Die Augen, die Lippen, die Wänglein, The eyes, the lips, the cheeks -- 
Die gleichen der Liebsten genau.  They match my beloved’s exactly. 
 







Ich grolle nicht, und wenn das Herz auch bricht, I bear no grudge, even when my heart is 
Ewig verlor'nes Lieb, ich grolle nicht.  breaking! 
Wie du auch strahlst in Diamantenpracht,  Love lost forever! I bear no grudge. 
Es fällt kein Strahl in deines Herzens Nacht.  Although you shine in diamond splendor, 
Das weiß ich längst.     No beam falls into the night of your heart. 
       I will know that for a long time. 
Ich grolle nicht, und wenn das Herz auch bricht, I bear no grudge, even when my heart is 
Ich sah dich ja im Traume,    breaking! 
Und sah die Nacht in deines Herzens Raume, I truly saw you in my dreams 
Und sah die Schlang', die dir am Herzen frißt, And saw the night in the room of your heart, 
Ich sah, mein Lieb, wie sehr du elend bist.  And saw the snake that bites your heart; 
       I saw, my dear, how truly miserable you are. 
 
Vi ravviso…Tu non sai 
Il mulino... il fonte... il bosco...                                The mill… the source… the forest… 
E vicin la fattoria!...                                                  And near the farm… 
Vi ravviso, o luoghi ameni,                                       I see you, or pleasant places 
In cui lieti, in cui sereni                                             In which you were happy 
Si tranquillo i di passai                                              Yes quiet the days passed 
Della prima gioventu!                                                Of the first youth! 
Cari luoghi, io vi trovai,                                             Dear places, I found you 
Ma quei di non trovo piu!                                          But those days I cannot find it anymore 
 
Ma fra voi, se non m'inganno,                                   But among you, if I do not deceive myself 
Oggi ha luogo alcuna festa.                                       No party takes place today 
E la sposa? è quella?                                                 And the bride? Is that? 
È gentil, leggiadra molto...                                        It is kind, graceful… 
Ch'io ti miri. Oh!... il vago volto!...                           I’ll show you. Oh!... The vague face!... 
 
Tu non sai con quei begli occhi                               You do not know with those beautiful eyes 
Come dolce il cor mi tocchi,                                    How sweet the heart touches me 
Qual richiami ai pensier miei                                   What references to my thoughts 
Adorabile beltà.                                                         Adorable beauty. 
Era dessa, qual tu sei,                                                It was given, what are you, 














When Myra sings, Z. 521 
 
When Myra sings, we seek the enchanting sound. 
And bless the notes, which do so sweetly wound; 
What music needs must dwell upon that tongue 
Whose speech is tuneful as another’s song? 
Such harmony, such wit, a face so fair 
So many pointed arrows, who can bear? 
The slave that from her wit, or beauty flies 
If she but reach him with her voice, he dies. 
 
Dulcibella, whene’er I sue for a kiss, Z. 485 
 
Dulcibella, whene’er I sue for a kiss, 
Refusing the bliss, cries no 
Leave me Alexis, ah! What would you do? 
When I tell her I’ll go, still she cries no 
My Alexis, tell me not so 
Tell me fair one, tell me why 
Why so coming, and why so shy 
Why so kind, and why so coy? 
You’ll neither let me fight nor fly 




Avec ses quatre dromadaires                        With his four dromedaries 
Don Pedro d'Alfaroubeira                             Don Pedro d’Alfaroubeira 
Courut le monde et l'admira.                         Wandered and wondered at the world. 
Il fit ce que je voudrais faire                          I’d like to do just the same 
Si j'avais quatre dromadaires.                        If I had four dromedaries. 
 
La Chèvre du Thibet 
 
Les poils de cette chèvre et même   The fleece of this goat, and even that 
Ceux d'or pour qui prit tant de peine   Of gold for which Jason took such pains, 
Jason, ne valent rien au prix    Are worthless compared to 




Voici la fine sauterelle,    Here is the delicate grasshopper, 






Puissent mes vers être comme elle,   May my verses be likewise, 





Dauphins, vous jouez dans la mer,   Dolphins, you play in the sea, 
Mais le flot est toujours amer.   But the tide is always bitter. 
Parfois, ma joie éclate-t-elle?   Perchance, my joy may bust forth? 




Incertitude, ô mes délices    Uncertainty, oh my delight 
Vous et moi nous nous en allons   You and I, we go onward 
Comme s'en vont les écrevisses,   Just like the crawfish 




Dans vos viviers, dans vos étangs,   In your environs, in your pools, 
Carpes, que vous vivez longtemps !   Carp, you live such a long time! 
Est-ce que la mort vous oublie,   Is it that Death has forgotten you, 




Give to me the life I love 
Let the lave go by me 
Give the jolly heaven above 
And the byway nigh me 
Bed in the bush with stars to see 
Bread I dip in the river— 
There’s the life for a man like me 
There’s the life forever 
 
Let the blow fall soon or late 
Let what will be o’er me; 
Give the face of earth around 
And the road before me 
Wealth I seek not, hope nor love 
Nor a friend to know me; 






And the road below me 
 
Or let autumn fall on me 
Where afield I linger 
Silencing the bird on tree 
Biting the blue finger 
White as meal the frosty field— 
Warm the fireside haven— 
Not to autumn will I yield 
Not to winter even! 
 
The Infinite Shining Heavens 
 
The infinite shining heavens 
Rose, and I saw in the night 
Uncountable angel stars 
Showering sorrow and light 
 
I saw them distant as heaven 
Dumb and shining and dead 
And the idle stars of the night 
Were dearer to me than bread 
 
Night after night in my sorrow 
The stars looked over the sea 
Till lo! I looked in the dusk 
And a star had come down to me 
 
Bright is the ring of words 
 
Bright is the ring of words 
When the right man rings them 
Fair the fall of songs 
When the singer sings them 
Still they are carolled and said— 
On wings they are carried— 
After the singer is dead 
And the maker buried 
 
Low as the singer lies 
In the field of heather 
Songs of his fashion bring 






And when the west is red 
With the sunset embers 
The lover lingers and sings 
And the maid remembers 
 
I have trod the upward and the downward slope 
 
I have trod the upward and the downward slope; 
I have endured and done in days before; 
I have longed for all, and bid farewell to hope; 
And I have lived and loved, and closed the door 
 
Where the music comes from 
 
I want to be where the music comes from 
Where the clock stops, where it's now 
I want to be with the friends around me 
Who have found me, who show me how 
I want to sing to the early morning 
See the sunlight melt the snow 
And oh, I want to grow 
 
I want to wake to the living spirit 
Here inside me where it lies 
I want to listen till I can hear it 
Let it guide me and realize 
That I can go with the flow unending 
That is blending, that is real 
And oh, I want to feel 
 
I want to walk in the earthly garden 
Far from cities, far from fear 
I want to talk to the growing garden 
To the devas, to the deer 
And to be one with the river 
Breezes blowing, sky above 
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